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Introduction
The specific concern with change, time, and history expressed in F. S. Fitzgerald’s Tender Is the Night 
calls for a historical perspective on melancholia. Dick Diver is a psychiatrist and writer. When they meet, 
Nicole Warren, who later becomes Dick’s wife, is the mental patient of a friend. This novel unfolds around 
the Freudian theme of unresolved transference, in which it turns out that Dick cannot indefinitely play the 
roles of doctor, lover, and father to Nicole. He has flaws not only as her husband, but also as her psychia-
trist. Dick firmly insists that Nicole should repress her symptoms and any acknowledgment of the incest 
that instantiates her mental disease. Against this, Nicole comes to realize that such a subjugation is not 
effective. Her conditions, ironically, become far better by divorcing Dick, and this signals the function of 
the transference2 in the novel.
This paper traces the text’s attitudes towards history/pasts through analyses of melancholy depicted in 
the succession of textual fragments and detours that slowly reveal the work’s complex engagement with 
time and history. As for Fitzgerald, it is only through such affective detours that one can grasp how the 
ideological traces left their symptoms on the text in the form of trauma and melancholy. Previous studies 
about the themes of “trauma” and “melancholy” addressed this topic in the light of gender and race. In 
The New Death: American Modernism and World War I, Pearl James focuses on American modernism’s 
relationship to the violence and death of the First World War. Particularly, she explore the interlaced 
relationship between traumatic death and modernism in post-war novels. Greg Forter’s Gender, Race, and 
Mourning in American Modernism, for instance, investigates how American modernism was molded by the 
loss of nineteenth-century norms of white masculinity. He demonstrates that American modernists’ engage-
ment with shifting notions of sex/gender and race often took the form of a struggle against increasingly 
less binalized categories. Drawing on Judith Butler’s concept of gender performativity and Cathy Caruth’s 
work on trauma, Tiffany Joseph interrogates the psychological connections between gender and trauma. 
She further examines how the period between the world wars provided conditions for a traumatization of 
gender. Yet, the function of melancholy embodied in the form of the melancholic subject Dick Diver, who 
also suffers from a traumatic past, has not been studied enough.
Fitzgerald appears completely disengaged and isolated from the world, and yet, at the same time (as 
we can see his melancholic attitudes in The Crack-Up and My Lost City), he dramatizes the affective 
experience of modernity through the representations of Dick and Nicole Warren. Rather than eschewing all 
historical references, Fitzgerald’s writing takes the form of a “weighed down historical depression,” which 
never elaborates on the actual loss that instantiates its melancholic behaviors like all melancholic narratives 
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(Sanja Bahun 116). Yet as writing social and historical despair entails engagement, Fitzgerald transforms 
his scrutiny of the affective inner experience of isolation, depression, and estrangement into a collective 
and readable one. This affective scrutiny lies at the center of this study and its reframing of notions of his-
torical engagement.
Alexandra Peat’s Travel and Modernist Literature is a transnational study that redefines “the complex 
ethical relationship between journeying and spirituality in modernist literature” and ruminates the signifi-
cance of pilgrimage in the modern era. Peat questions the recognition of modernist writings as exclusively 
unspiritual and unethical, and he contends “modernist literature is obsessed with depicting space and the 
movement between spaces, and the consistent recurrence of the trope of travel highlights the critical need 
to acknowledge modernist travel fiction as a richly varied genre” (3). The “expatriate experience,” Peat 
insists, “can represent a kind of travel that is neither nostalgic nor escapist.” Instead, the pilgrim protagonist 
expatriates hover in a state of “in-betweenness” where they preserve “certain ties to the homeland” but do 
not “attempt to recreate the patria in a foreign space.” Here, home and abroad mix together to form a “new 
transnational community.”3 Indeed, in the text, the Diver’s expatriateness is repeatedly portrayed as “some-
thing [that] made them unlike the Americans [Rosemary] had known of late” (Tender 6). Dick’s pilgrim-
age, according to Peat, instantiates his repeated attempts to “find a lost home,” in which Dick is “unable to 
even begin to negotiate a new identity.”4 In the face of the transnational possibilities in Europe, he mourns 
the loss of his imagined “beautiful lovely safe” world (Tender 57).
Based on Peat’s insight, this study further views Dick as a “paradigmatic limbo figure” caught between 
death and its symbolic mediation with the text functioning as “writing mourning rites” through its per-
formance of their suspension5. The melancholic configuration of the text makes eternal “dying” of the 
protagonist into a narrative. In this interpretation, the reader of the text stands in the position of performing 
the mourning rites that pay a symbolic debt to the dead. As a work of writing mourning, Tender emerges as 
a counter monument, a work that both strives to perform mourning “as an act of symbolic recognition” and 
to undermine “all diegetic paths towards such recognition (the postponement of mourning).”6
Drawing on Harvie Ferguson, who argues that if melancholia is “the empty depth of modernity” (34), 
one can prescribe Fitzgerald’s fiction as its spatialization7. Tender’s empty and liminal space spatializes 
the empty depth of modernity and insists on symbolical recognition of its emptiness in a performance of 
mourning, performatively leading both Dick and the readers to the recognition of its emptiness. Dick’s 
yearning to be inside while determinedly trying to remain outside places him inhabiting the world like 
“the living dead, imprisoned in limbo between finitude and infinitude where meaning and non-meaning 
coexist.”8 It is Tender’s readers who assume the role of engaging in mourning non-destined arriving at a 
symbolic passage unachieved.
Furthermore, Fitzgerald’s examination of affect provides a new way of analyzing Tender. The ambiva-
lences and non-dichotomies̶ between past and present, self and other, and domestic and abroad̶ that 
recur in Fitzgerald’s representations of bodies and embodied feelings can also be immediately observed in 
readings of a range of textual affective scenarios, most apparent in the experience of the traumatic experi-
ence of incest between Nicole and her father.
As my study is an attempt at both explicating theoretical issues about time and history presented by 
theorists like Sigmund Freud, Walter Benjamin, Jonathan Flatley, and Sanja Bahun and applying their 
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theories to a practical cultural phenomenon, this theoretical framework consists of concepts together with 
their definitions and references to scholarly literature. In other words, my work has benefited from these 
studies but attempts to bridge the gap between psychoanalysis theories and to focus on time and history 
that melancholic modernist demands. In order to fulfill this goal, I will need to delve further into a theo-
retically informed background and perspective, and I devote a major part of the study to the explication of 
“historical materialism” by Benjamin, “affective mapping” by Flatley, and “countermourning” by Bahun. 
In this paper’s interpretation, Fitzgerald’s Tender Is the Night is a highly self-eroding investigation of the 
incest taboo and of the protagonists’ psychology that can cause its collapse in a clinical situation.
1.  Modernism and its Discontents
Although Fredric Jameson claims that we live in an era of “waning affect,”9 a rising number of scholars 
in various disciplines have challenged this view. Ever since 9/11 and the ensuing atmosphere of “war on 
terror,” affect has been emerging as a key term of political and critical concern of analysis. Rather than 
waning, affect has been more and more significant to the postmodern world, as Brian Massumi10 argues. 
Over the past two decades there have emerged a number of works that attempt to delineate, character-
ize, and map out the affective calibrate of modernity and modernism. In The Problem with Pleasure: 
Modernism and its Discontents, Laura Frost studies aesthetic and affective experimentations by classic 
modernist and interwar writers. She contends that the modernist literature offers an affective spectrum that 
varies from ennui to jouissance and that “unpleasure denaturalizes this distinction between the two.”11 After 
its rejection of the conventional kind of story and usual kind of narrative, modernist fiction expects readers 
to acknowledge its inherent difficulties. And this modernist doxa of difficulty generates new kinds of plea-
sure.
Modernism’s contribution to the genealogy of pleasure is the declared substitution of one set of plea-
sures (refined, acquired, and cognitive) for another (embodied, accessible), in which the disavowal of 
the latter is promoted as an aesthetic principle. (22)
Thus, based on the discussion where she deconstructively analyzes the tension between mass and elite, 
lowbrow pulp and highbrow satire, she also deepens her discussion about the boundary between pleasure 
and unpleasure. Rather than its opposite, unpleasure is, she claims, a “modification” of pleasure for 
modernists. As has been pointed out, modernism emerged with institutionalization of English literature 
as an academic discipline in post-World War I period. Then it changed from “the study of literature as 
philology to a field of criticism and interpretation.” It is no longer entertainment to everyone, but rather a 
field of inquiry that requires professions. Thus, modernism transforms pleasure, requiring their readers not 
simply to “tolerate” the “hard cognitive labor” of modernist “discomfort” and “confusion,” but in fact to 
“embrace” it (6) – and learn to find joy in it. The reader is displaced into the position of masochist, willing 
to give in to the unpleasure of modernist difficulty and textual pain.
There are several factors that generated the melancholic subject. The modern subject is shaped by the 
social and historical forces of collective experiences through emotions. In Beyond the Pleasure Principle 
(1920), Sigmund Freud discusses the compulsion to repeat in a number of various conditions, especially 
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one in the endless nightmares of shell-shock from the First World War. Along with this shell shock, 
such symptoms as amnesia, anxiety, and different bodily dysfunctions with no apparent biological cause 
demonstrated that war’s influences were not confined to bodily wounds. The modern change of time and 
temporality, the overwhelming presence of science and technology, and the early 20th century’s ideologies 
of normalization like eugenics and mental hygiene. In these social changes, the psychic and somatic expe-
riences of trauma in our personal history are inscribed in our bodies, so are our thoughts, desires, memories 
and beliefs. The lived-body functions as a medium, as a ground for all experience. On this point, the lived-
body is no longer a passive and static recipient of outside stimuli, but an active and dynamic mediator of 
conscious experience. Fitzgerald’s writing vividly reminds us that reading traumatic symptoms on the text 
engages analyses of the representations of the body inscribed in it.
Affect refers to the function of things working on other things. This paper bases its theoretical frame-
work of affect on the ontological concept of affect, especially those of Jonathan Flatley’s and Brian 
Massumi’s. Concerning the notion of affect as intensity, Massumi contends that in our daily experience 
the affective dimension emerges as a “background” to everyday perceptions. The world we live in is an 
actualized world that looks like “organized, consensual reality.” This seemingly stable and usual place is 
sometimes encountered and disrupted by incomprehensible states of intensity in the form of a certain emo-
tion capturing us. As Massumi contends, “[t]he body doesn’t just absorb pulses or discrete stimulations; 
it infolds contexts, it infolds volitions and cognitions that are nothing but situated.” Therefore, drawing on 
Massumi, one can contend that the body, as perceptive one, is always already reverberating with intensities, 
since bodily communication involves pre-conscious and pre-actualized “transtemporal” encounters. In 
Massumi’s terms, “[i]ntcnsity is not only incipience. It is also the beginning of a selection: the incipience 
of mutually exclusive pathways of action and expression, all but one of which will be inhibited, prevented 
from actualizing themselves completely.” Here, “transtemporality” delineates the nature of body in rela-
tions to time, “pastnesses opening directly onto a future.”12 It functions beyond lived experience, crossing 
time, while simultaneously transcending and negotiating any perceived boundaries among past, present, 
and future. The transtemporality is crucial, since when some fear strikes the body, it affectively triggers and 
activates both anxiety about the future along with the trauma of the past. In Tender the object of fear corre-
sponds to that of trauma, in which the melancholic protagonist Dick’s subjectivity becomes transtemporal 
that affectively entails the interrelated play of past, present, and future experiences.
In recent studies about the relationship between modernism and melancholy, it is Seth Moglen’s 
Mourning Modernity: Literary Modernism and the Injuries of American Capitalism which deals with the 
duration of American literature in the first half of the twentieth century that identifies loss as a primary 
subject of modernism. Moglen states that “American literary modernism is, at heart, an effort to mourn 
the destructive effects of modern capitalism̶ and to mourn, most of all, for the crisis of alienation.”13 
Thus, he recognizes the dichotomy between melancholia and mourning not only as less fixed and rigid but 
as spaces that intersect and overlap on a politically imbued psychic continuum. Morgan argues that “[g]
rieving the injuries inflicted by American capitalism, it also assesses the possibility of building an alter-
native social order in which those injuries might be remedied.”14 From this, one can claim that the formal 
and stylistic experiments of modernism literature reflect modernists’ attempts to recount the complex and 
paradoxical experiences of modernism. Being hopeful and optimistic for a liberal cosmopolitan social 
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order and a profound sense of loss for the stable, idyllic past. The vacillation between these two positions 
becomes the “process” of Modernism; Modernist narrative literature can, therefore, be simultaneously read 
as both progressive and melancholic, defined as a persistent, unresolvable attitude of loss towards an object 
that may not have been in the subjects’ possession.
“Trauma of American Empire” claims that at the center of Tender lie these ambivalent feelings about 
American history, its national identity, especially its pasts as the colonizer and the colonized, which are 
crucial to Fitzgerald’s works in terms of aesthetics and politics. Tender offers us some of the various 
aspects of modernism and the way affects disruptively and productively mediate between texts and bodies. 
Tender, helps us appreciate Brian Massumi’s claim: “[F]eelings have a way of folding into each other, res-
onating together, interfering with each other, mutually intensifying, all in unquantifiable ways apt to unfold 
again inaction, often unpredictably” (Parables 1)15.
2.  Revisiting Freud and Benjami
In “Mourning and Melancholia” (1917), Freud attempts to distinguish between these two mental states; 
mourning and melancholia. In the Freudian understanding, after the loss and death of a close loved one, 
there are two ways in which one responds. Dealing with this grief and sorrow, one reacts in a normal or a 
pathological way. Although both are similar in their definition as “the reaction to the loss of a beloved per-
son or an abstraction taking the place of the person, such as fatherland, freedom, an ideal and so on,” Freud 
defines mourning as a psychic process where the object-cathexis is able to be withdrawn and the libido 
sever the bond of remaining in a perpetual state of investment, attachment to the lost object16. This process 
of withdrawal happens bit by bit, detaching itself so that subsequently the mourner is able to see the object 
as dead and to find future object-choices and attachments. By moving on to invest in new objects (when the 
work of mourning is completed), the ego/libido becomes “free and uninhibited.”17
In contrast to mourning, melancholia, which is central to Freudian theory development, has been 
regarded as one form of a symptom of depression with a tendency to dwell upon lost things, a pathological 
variant of incommunicable sorrow, grief, and mourning. Melancholia works as a condition of perpetual 
arrest over loss which is not properly mourned, and then, there emerges a libido that cannot be completely 
detached from the loved object. In other words, melancholia derives from the failure to mourn a loss. After 
the melancholic subject has difficulty in perceiving the loss because of the feelings of ambivalence about 
the lost love, refusing to let the loss go, the melancholic internalizes the lost object into his/her subjectivity 
like a ghost in the psyche and the devotion and the object-cathexis to the abandoned object endures, unable 
to be withdrawn on the part of the ego. The devouring of the object into the self is the means by which the 
melancholic subject seeks to keep the object from being lost.
Freud claims that the melancholic projects anger and loathing, subconsciously aiming at the target of 
the lost object. Then he comes to loathe or punish himself. Thus, what characterizes Freud’s melancholia 
is a patient’s inability to “consciously perceive what he has lost.”18 As a state of a mourning without end, 
“melancholia results from the inability to resolve the grief and ambivalence precipitated by the loss of the 
loved object, place, or ideal.”19 Although the melancholic understands loss, the lost object is “withdrawn 
from consciousness.”20
Here, we can see the kinship of Dick’s speech to this symptom, which forms a type of complex narra-
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tive. Dick’s pessimistic deviations clearly demonstrate the anxieties, lacks, losses, and traumas of his gen-
der identity. Placed in a marginalized situation in his profession of medical work, self-hatred and slanting 
repetitions prescribes Dick Diver as a melancholic narrator.
However, it does not always result in depression. As Bahun clarifies, Freud’s observations on melancho-
lia transform over time and are fluid, complex, and equivocal. Freud’s writing has been initiating new paths 
in psychoanalytic scholarship on melancholia. The calcified divide between mourning and melancholia, the 
binary opposition between these two affective states is rather more precarious than is often acknowledged. 
Freud claims that melancholia is a collection or group of disorders rather than a single entity and it is from 
this complexity of symptoms that he displaces the dichotomy between mourning and melancholia and 
develops the openness to the notion of a multiplicity of forms. In Freud’s view, the multiple causes, symp-
toms, and associated symbolic forms are gathered together under the general rubric of melancholia.
Freud writes melancholia as a confrontation with loss through the adamant refusal of closure, and he 
then provides another way of interpreting loss as a creative process. In spite of those seemingly abnormal 
behaviors, mourning, the “normal affect,” is not always regarded as an illness since “we rely on it being 
overcome after a certain period of time, and consider interfering with it to be pointless, or even damag-
ing.”21 Mourning is not an indefinite state, but rather a phase to be worked through and experienced as a 
desired response to loss. It is even a crucial process for the mourning subject to once again function prop-
erly, to (re)gain a state of normality. Once the time of mourning is completed, the subject's libido can sever 
the attachment bond with the lost object and be available for future object-choices and attachments; the 
libido / ego is “left free and uninhibited.”22 Remaining in an “insistent communicativeness that finds satis-
faction in self-exposure,” the melancholic’s obsessive and mourning remarks render him the expert of using 
melancholia23. Though the melancholic accuses himself, the melancholic’s consciousness is not falsified in 
perceiving reality. Instead, because melancholia is a response not only to repression but to ambivalence, it 
allows him to insist on speaking a demystified truth against deluding narratives of healing and cure (creat-
ing an open wound)24.
Walter Benjamin’s work also deals with melancholy, particularly melancholia’s relationship to history25. 
Benjamin assumes melancholia as a historical matter correlated to the specific experiences of modernity 
such as “urbanization, industrialization, colonialization and imperialism, modern warfare, the invention of 
‘race,’ the advent of the modern commodity and mass culture, the emergence of modern discourses of gen-
der and sexuality, and the pathologization of homosexuality” (Flatley 3−4). In his argument, melancholia 
does not mean individuals need a cure or healing, but it does signal the presence of the historicity of one’s 
subjectivity26. He views this experience of loss as an active principle that reformulates the subject’s relation 
to history.
Benjamin offers a continuous twofold take on loss̶ “one version moves and creates” (historical 
materialism) and “the other slackens and lingers” (historicism)27. Because of the traumatic changes 
modernity brought upon the population, Benjamin argues that it caused a failure in experience so that 
people isolated themselves from the material world. As Harvie Ferguson indicates, melancholia defines the 
mood of modernity, for in modernity, humans cannot find the comfort in religion and the shared identity 
of collective life collapses. Humans become “individuated objects, isolated in space, and set in motion 
according to universal ‘laws of nature’ devoid of intention or design, and blind to their consequences” (31). 
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Modernism is a kind of situation of “Heaven and Hell on earth,” that is, one between the utopian great 
hopes of modernity and the actual catastrophic events, which Silvan Tomkins views as the “paradigmatic 
depressive script.”28 In contrast to historical materialism’s approach to mourning remains, Benjamin 
criticizes “historicism” as political and ethical misappropriations of loss. He describes this “process as an 
encrypting of the past from a singular, empathetic point of view: that of the victor.” Benjamin disparages 
the historicist tendency to relive the past as inexorable fixity. This indolence of historicism creates fixed 
and totalizing narratives to precipitate despair (the way of looking at the past as “inexorable fixity,” a 
propensity Benjamin calls “acedia,” which means the “indolence of the heart,” in the sense that it does 
not only assert “a hegemonic identification with the victor’s perspective but also preempts history’s other 
possible accounts” [Eng 2]). Historicism’s desire to fix the remains of the past as hopeless roots itself in 
sadness and the institutionalized violence. In Benjamin’s words, “historicism gives the ‘eternal’ image of 
the past; historical materialism supplies a unique experience with the past.”29
In a discussion of modernism and why it involves a particular kind of melancholia which can be dis-
tinguished from what appeared in earlier times, one needs to consider both personal and historical arenas. 
Benjamin contends that the attitude of mourning the remains of the past positively means to develop a 
hopeful and open relationship with history. Benjamin terms this inventive practice as “historical materi-
alism,” in whose process one derives from history active and positive significances and which looks at 
history “against the grain,” from the perspective of the losers, the oppressed. From the viewpoint of the 
historical materialist, to relive an era is not to connect one’s memories to the past, in other words, to blot 
out everything one knows about the later course of history. It rather indicates bringing the past to memory, 
positively creating a tension between “the past and the present, between the dead and the living.” This is 
how Benjamin’s historical materialism functions as “a continuing dialogue with loss and its remains̶
a flash of emergence, an instant of emergency, and most important a moment of production.”30 Benjamin 
believes that “a melancholy dwelling on loss must always be connected to present political concerns,” so 
as not to become depressed and cynical about the present31. By letting the past be the past and dealing 
with unacknowledged losses, the melancholia of historical materialism, the politics of mourning, becomes 
an active process for generating “sites for memory and history, for the rewriting of the past as well as the 
reimagining of the future” (4). As Eng argues,
while the twentieth century resounds with catastrophic losses of bodies, spaces, and ideals, psychic 
and material practices of loss and its remains are productive for history and for politics. Avowals of 
and attachments to loss can produce a world of remains as a world of new representations and alterna-
tive meanings. (5)
As has been shown above, though Benjamin criticizes a melancholia that results in historicism or inaction 
and complacency, for him melancholia is not something to be cured. Melancholia’s relationship to history 
can yield productive consequences for both history and politics. Rather, he emphasizes an importance of 
animating and politicizing melancholy, from which one’s adherence to past things procreates “interest 
and action in the present world and is indeed the very mechanism for that interest.”32 As Eng argues, the 
prevalent losses of the twentieth century should be analyzed from the standpoint of what remains. Such a 
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perspective viewpoint activates history “through the creation of bodies and subjects, spaces and represen-
tations, ideals and knowledges.” Attending to remains creates a “politics of mourning,” which is “active 
rather than reactive, prescient rather than nostalgic, abundant rather than lacking, social rather than solip-
sistic, militant rather than reactionary.”33 Furthermore, melancholia as an apparatus of forming collective 
consciousness enables marginalized subjects and groups in society, who have been mentally hurt by loss, 
to “gain access to the historical origins of one’s suffering, and indeed to the logic of historicity itself” by 
transforming their individual experiences into politically creative productivity34.
In transforming subject of loss to subject of action and grief into grievance, a sense of collectivity to put 
affective experience into practice is necessary. Pertaining to the relationship between loss/melancholy and 
community, Judith Butler states as follows:
Loss becomes condition and necessity for a certain sense of community, where community does not 
overcome the loss, where community cannot overcome the loss without losing the very sense of itself 
as community. “After Loss, What Then?” (479)
Through a shared common sense of loss, melancholic subjects can be connected to a larger network, a col-
lective fabric of marginalized individuals, “where individuation becomes a historical necessity.”35 In other 
words, by sharing loss and grief with other members of a community who have suffered the same, the tran-
sition from isolated retreat to collectivity, renders melancholic as a site of social and historical bond rather 
than an insularity from the world. Thus, theories of melancholia advocate the dynamics between melancho-
lia and mourning, in whose process, personal isolating melancholic experiences of loss can be translated 
into forging a communal experience built on memory. While Freud has concerns about positing a universal 
theory of melancholy with which analysists can help patients find cures, Benjamin regards melancholia as 
originated in historical problems related with modernity36.
Thus, Bahun develops a theory of modernist melancholia as a textual and social response to, and an 
instantiation of, the epistemic loss of mourning rituals in modernity. Modernist melancholia “in literature, 
finds its strategic expression in the problem-reflecting use of language and formal devices that purport to 
both artistically instantiate the process of mourning and reveal its ‘failure’” (4).
3.  Theory of “Affective Mapping”
Based on the critics like Sigmund Freud, Walter Benjmin, Theodor W. Adorno and Fredric Jameson, 
Jonathan Flatley argue that the aesthetics offers a curative response to melancholy. In other words, the men-
tality of loss and mourning posits a possibility of positive recreation of a site where affects can function as 
an imaginary venue of literature. With Freud, Flatley’s argument finds a common concern with understand-
ing the unpromising effects of difficult loss, while with Benjamin it finds hope that loss itself can create a 
medium of connection and the foundation for social transformation.
As Flatley demonstrates in Affective Mapping, we need to be careful in differentiating the key notions: 
emotion, affect, mood, and structure of feeling. Flatley defines emotion as “something that happens inside 
and tends toward outward expression (12), affects as “always experienced in relation to an object or 
objects” (16), mood as “a kind of affective atmosphere” (19), and structure of feeling as “the ways social 
209Trauma of American Empire—The Analysis of Tender Is the Night through Affective Theories— (WAKE)
forces shape or structure our affective lives (24). As to the distinction between the two states, “melancho-
lia” and “depression,” the former indicates “an emotional attachment to something or someone lost” and 
the latter a “combination of incommunicable sorrow and isolating grief that results in the loss of interest' in 
aspects of life, including life itself” (1).
For this paper, Flatley’s theoretical framework of “affective mapping” along with Jameson’s concept of 
cognitive mapping is of extreme importance. Both forms of mapping “locate individual subjects’ limited 
perspectives within large signifying networks” such as economic systems, traditional gender codes, or 
long-historical narratives (slavery). In this respect, one can say both of these mappings are hetero-temporal 
because they rearticulate and recontextualize associations across times and spaces (above referential points) 
in order to create new possibilities in history. Thus, this notion is closest in its meaning of what Homi 
Bhabha develops in his postcolonial understanding of “temporal” as a spatial politics, what he calls a “third 
space,” in which social differences present the disjunctive time of dissident histories to the normalized 
national culture.
Jameson and Flatley use mapping as a metaphor for how individuals weave aspects of their worlds 
in order to yield meanings, or for possible transformative effects of affects through which one realizes 
one’s situation as part of a collective experience. In this regard, Freud’s idea resonates with that of Fredric 
Jameson and Jonathan Flatley in considering the depiction of how individuals’ experiences are collectively 
shared by a community, indicating publicly shared memories as a holographic present that relies on collec-
tive experiences37.
What Flatley argues in his Affective Map is that not all melancholias are depressing. Rather than always 
just being a negative and depressive factor, Flatley argues that “some melancholias are the opposite of 
depressing, functioning as the very mechanism” through which one may become concerned with the world 
and others (both 1). In this regard, the aesthetic practice offers a response to depression by taking the cre-
ative stance and distancing its perception from the entropic zone of loss and mourning, and then the imagi-
nary scene of artistic experiences can create a space in which affects are actively and productively reshaped 
and recontextualized in the same logic as that of transfer in psychoanalysis.
Thus, Flatley offers an interpretative framework of “affective maps,” cognitive systems created by 
aesthetic practices in which one utilizes one’s losses as medium to connection rather than depressing factor. 
He traces and examines the possibility in aesthetic practices and productions, “affective maps,” which he 
articulates as ̶ systems of emotional orientation, historicization, and politicization that can offer ways for 
modern subjects to understand their losses as conditional and common, as material for connection rather 
than depressing isolation. Affective mapping is a term used to describe, in a metaphorical sense, how we 
find our way around our spatial environment affectively, or 'a representation of one's affective life in its 
historicity'. Based on this “historical-aesthetic methodology” (3), this paper investigates the concept of 
loss, histories of melancholia and loss that represents the historicity of one’s affective experience, collec-
tive consciousness, ideology, culture, and the different predicaments of modernity. Thus, the theoretical 
framework of his study highlights the multifaceted ways that aesthetic practices can generate for its readers 
an affective map in the context of the rapid social changes and subsequent losses that are characteristic to 
modernity.
In this respect, by using Butler’s words, Flatley argues that melancholia prescribes the place of the 
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“psychic life of power.” Melancholia develops a site in which “the social origins of our emotional lives can 
be mapped out and from which we can see the other persons who share our losses and are subject to the 
same social forces.” Thus, following questions further deepens our understanding the nature of the politics 
of mourning in the context of the Freudian revolution of the early twentieth century.
Whence these losses to which I have become attached? What social structures, discourses, institutions, 
processes have been at work in taking something valuable away from me? With whom do I share these 
losses or losses like them? What are the historical processes in which this moment of loss participates 
-in other words: how long has my misery been in preparation? (3)
What Flatley emphasizes by these questions are the ways in which aesthetic practice can be productive in 
the process of such mapping. Artistic practice can make it possible through representations of the affective 
life of the reader rather than a realist representation of social space. It is through the “self-estrangement” 
that enables readers to see themselves socio-politically in relation to their “affective environment in its 
historicity.” Tender, just like texts discussed in Affective Mapping, achieves this by working as “machines 
of self-estrangement,” that is, by the function of self-distancing and defamiliarization (80). Unable to be 
detached from numerous elements of loss, Dick experiences the transformative force of melancholia̶ one 
which Jonathan Flatley defines as “affective mapping.”
In Affective Mapping, Flatley delineates the history of melancholia, enumerating its symptoms such 
as “feelings of hopelessness, an inability to experience pleasure or to sustain interest, self-loathing, guilt 
and shame, a tendency toward suicide, and a range of physical difficulties” (33). Analyzing W. E. B. Du 
Bois’ The Souls of Black Folk (1903), for example, Flatley suggests that writing can “make cognitively 
accessible the experiences of depression and despair in their local, subjective emotional sense to allow for 
a self-analysis of one’s own emotional life so that one may begin to exert some agency in relation to it” 
(122). By emphasizing the function of writing like psychoanalysis, Du Bois’ work shows the connection 
between social and psychological aspects. By connecting a subjective experience of loss with a collective 
one, the affective map makes possible the transformation of “a depressive disengagement into an (at least 
splenetic and at best actually hopeful) interest in the social and political histories and processes that lie at 
the origins of one’s losses” (106). “Double-consciousness,” for example, can be a bridge that links political 
rhetoric and personal storytelling, “the articulation of different registers of existence, connecting the sub-
jective and the collective, the emotional and the political, and the present and the past.” Through aesthetic 
practices, the readers can recognize the articulation of the common consciousness, “the collective nature of 
existence” (122).
Utilizing Deleuzean concept of “rhizome,” Flatley develops the theoretical framework of “affective 
mapping,” which sees the process of mapping as experimental, changeable, and “revisable.” The affective 
map does not indicate “a stable representation of a more or less unchanging landscape.” Rather, Flatley 
defines it as follows:
The revisable and rhizomatic affective map not only gives us a view of a terrain shared with other in 
the present but also traces the path, resting places, dead ends, and detours we might share with those 
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who came before us. (7)
By appropriating the usage of the term from geography and environmental psychology to an emotional 
process developing cognitive mapping, Flatley emphasizes that affective maps, like Deleuze and Guattari’s 
rhizomatic map, are always in flux, reversible and modifiable.
The rhizome refers to a map that must be produced or constructed, is always detachable, connectable, 
reversable, and modifiable, with multiple entrances and exits, with its lines of flight. The tracings are 
what must be transferred onto the maps and not the reverse (21)38.
Using this kind of map, one can take in new information just like one experiences new things in new 
environments. Yet, this does not mean that these experiences are totally “self-invented.” Flatley claims that 
“[r]ather the maps are cobbled together in processes of accretion and palimpsestic rewriting from other 
persons’ maps, first of all those defined in infancy by one’s parents, and later the maps that come to one 
by way (78). When a literary work as an object of analysis becomes one’s affective map, it also functions 
as affective maps, as machines of self-estrangement (“a self-distancing that allows one to see oneself as 
if from outside” [80], and this is similar to transference in psychoanalysis). With such a defamiliarizing 
function, one’s emotional life, one’s forms of moods, one’s sorts of structure of feelings, and one’s “col-
lection of affective attachment” are deconstructed, and as a result, opens up a space to create the political 
potential that becomes available for use when our attitudes to loss become anti-depressive (this corresponds 
to “trans-aesthetic subject” in Adorno’s terms). Just like the psychoanalyst interferes with the observation 
with the patients, the affective analysis starts: “it can no longer be ignored, and the analysis of the emotions 
in question can begin” (83). Therefore, we can say that an affective map is aesthetically intertwined expe-
riences, which is narrated and enacted through the process of “collective, historical processes and events” 
(84).
Thus, Flatley pursues the political possibilities of the aesthetic practices in their affects upon readers. 
Affective mapping functions as the process of an aesthetic practice where one’s “depressive relation to loss 
is transformed into one in which loss itself becomes the mechanism of interest in the world” (91). By doing 
so, through the mechanism of shared grief, shared loss and a shared melancholic attitude toward modernity 
one can see new ways of envisioning political alliances, allowing readers to recognize their affective attach-
ments. In other words, literary works function as the means by which modern subjects can see their losses 
as conditional and contingent, and therefore common. By showing readers the moment of shared historicity 
of those affective life, this moment of self-estrangement can lead to new affinities and alliances.
4.  Theory of Countermourning” and Traumatic Pasts
Fitzgerald’s association of writing with a wound shows a metaphoric function of trauma while making 
us notice the physical etymology of the wound, “trauma.” This notion of writing as a wound intertwines 
writing as trauma with writing about trauma. Previous studies have shown that some of Fitzgerald’s works 
pursue the psychic and bodily experience of trauma. The idea of writing as trauma, furthermore, relates to 
the structure of belated comprehension that characterizes the traumatic responses. In Tender, this cognitive 
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framework provides a gripping way of considering the performative reiterations of American history, espe-
cially that of slavery and WWI.
It is psychoanalytic critic Cathy Caruth who developed the notion of belatedness in psychoanalytic 
understandings of trauma, which she borrowed from Freud’s early insight that the memories that have 
become the determinants of hysterical phenomena persist for a long time. I argue that Fitzgerald’s mod-
ernism, especially Tender, involves a belated ‘witnessing’ of earlier American history in literary forms. 
Dick’s masculinity suffers from trauma, estranged from notions of “truly” original masculinities. Tender 
involves repetitions, and it is through these repetitions that the complexities of the trauma of slavery in the 
form of literary practices are fully realized. This text has ruptures and incongruences within itself. Through 
its exploration of forms of feelings, Fitzgerald’s text highlights a complex but generative mechanism with 
which the literary work depicting the incommunicable pasts offers affective mappings. The traumatic struc-
ture of the text urges us to pursue an attitude toward the past that is not exclusively governed by nostalgia 
or repudiation, but that which questions and deconstructs conventional linearity and provides affective 
mapping with ambivalence rather than linear narrative clarity.
Symptoms are meaningless traces, their meaning is not discovered excavated from the hidden depth 
of the past, but constructed retroactively The analysis produces the truth, i.e., the signifying frame which 
gives to the symptoms their symbolic place and meaning. As soon as we enter the symbolic order, the past 
is always present in the form of historical tradition, of interwoven traces which constitute a synchronic 
network of signifiers. The meaning of these traces is not given; it changes continually with the transforma-
tions of the signifier's network. Every historical rupture, every advent of a new master-signifier, changes 
retroactively the meaning of all tradition, restructures the narration of the past, makes it readable in another, 
new way.
In Modernism and Melancholia, Sanja Bahun engages in the comparative studying of modernism 
and melancholia, analyzing European novels based on the psychoanalytic framework of melancholia and 
mourning. In this work, Bahun aims to displace a binary in the psychic spaces between unavowable real or 
ideological loss (melancholia) and an avowed severance of attachment to a lost object (mourning). Bahun 
further delineates a particularly modernist melancholia in the context of a drastic transformation in the 
perception of melancholia due to the rise of psychoanalysis.
In an era when traditional ways of public grieving were abandoned, modernist writing no longer plays 
a role of a curative remedy and modernist writers sought for a mourning ritual of countermourning, which 
ceased to function as a curative remedy. As modernism responds to modernization, the modern incapability 
to mourn functions as both “a gripping topic and a formal challenge” (18). Alternative mourning that 
modernists’ works proffer operates as both “therapeutic and interminable, suspended in the very symptom 
it endeavors to overcome in presentation; modernist literature performs an impossible mourning, driven 
by the force of its unattainable ‘cure’” (18). Away from “allegorical or emblematic” forms of melancholy 
in earlier literary eras, Bahun unfolds new interpretive perspectives on the modernist melancholia where 
one can see modernist performances of melancholia “both as a discourse that interprets, constitutes, and 
produces experiential reality---‘a form of social action that creates effects in the world’”---and a distinct 
modernist melancholic symptom characterized by particular historicities of loss that are practiced into 
artistic performance39.
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To delineate this complex writing practice and revise the shifting ranges of transnational modernism, 
Bahun coins the term “countermourning.” Bahun’s countermourning functions both as “therapeutic and 
interminable, suspended in the very symptom it endeavors to overcome in presentation; modernist literature 
performs an impossible mourning, driven by the force of its unattainable ‘cure’” (18).
“[M]odernist melancholia” as a historically contingent mood-bending and an affect-trace of probelem-
atic relationship with what is, consciously and unconsciously, experienced as loss; a social index that, 
in literature, finds it strategic expression in the problem-reflecting use of language and formal devices 
that purport to both artistically instantiate the process of mourning and reveal its “failure.” (4)
Pertaining to the interconnection between modernism and melancholia, one senses shared intellectual 
modes of conditions and discourses, types of expression, and social projects, all of which are drawn from 
their own ambiguity. These can be seen in characters’ (failed) attempts to wander to reconstruct lost past 
memories. But modernism and melancholia do share a history. This was in the period when a drastic 
transformation in our understanding of melancholia occurred. In this sense, the modernist engagement with 
history is the most significant especially when modernism acknowledges the impossibility of historical 
“healing” and still persists to its representation.
Thus, she explores the relationship between modernism and melancholia, and clarifies the characteris-
tics of this relationship considering the history of the late nineteenth and early twentieth century. She fur-
ther investigates the socio-historical value of symbolic rituals called “mourning.” What’s new in modern-
ism is that melancholia is not just inscribed in literary texts as has been done in art for generations. Rather, 
melancholia is also performed in the textual expressions such as modernists’ experimented, fragmented, 
and unfinishable stylistic features of novel, and complex narrative techniques. As the three features of the 
psychic life that dominate the clinical picture of melancholia, she points out “struggles of ambivalence, 
experience of dislocation, and feelings of fragmentation in the face of an unacknowledged, cognitively 
inaccessible loss (or losses).”40
As Bahun points out, countermourning functions in a wide range of dimensions of the novel. Modernist 
experimentation and fragmentation, and complex narrative techniques reflect a self-perpetuating melan-
cholia. Such countermouring modernists’ views can be manifested in their way of experimentation and 
narrative techniques that reflect a ceaseless melancholia “countermourning,” modernist experimental use of 
sense of disillusionment and fragmentation, sense of homeliness, ambivalent attitude towards language, and 
the fallibility of memory. By examining these symptoms of melancholic conditions, Bahun defines melan-
cholia as a kind of transnational/multicultural strategies of modernism.  
What distinctly marks the modernists’ use of features of psychic life that dominate the pathological 
portray of melancholy are ambivalent attitudes towards language, struggles of ambivalence, experiences of 
dislocation and homelessness, feelings of fragmentation over “unacknowledged, cognitively inaccessible 
loss (or losses),” and metaphors representing the instability and fallibility of memory. All of these reveal 
the symptoms of the melancholic compulsive conditions (in)appropriately transcribed in modernist texts 
(5). Epitomizing Søren Kierkegaard as the “first modernist melancholic” (1), for instance, Bahun finds 
in Kierkegaard’s writings inversions, repetitions, and various aesthetic performance of its ambiguities. In 
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terms of the mistrust of language, a character’s melancholic symptoms appear in illogical remarks, absurd 
responses, and prolonged silence. The fragmented and unfinishable stylistic features of the novel demon-
strate the novel’s poetics of suspension as a site of indeterminacy. She reads this function of countermourn-
ing as the historical products of the social conditions coming from a multicultural and multilingual space. 
Reflecting two of the distinctive vectors of melancholic psychic configuration, dislocation and fragmenta-
tion, melancholia are engrained in the local cultures and metropolitan centers, and therefore, it assumes a 
form of transnational and multicultural nature. In Tender, this multinational nature of melancholia can be 
found in the local and cosmopolitan depictions of Riviera in Tender41.
Thus, the modernists’ impulse to “make it new” manifests itself through experiments and inventions in 
narrative technical symptomatology as the fragmented and unfinishable stylistic features, at once attempt-
ing to identify and rewrite the cracks in the historical continuum and expressing itself in the affective struc-
ture to work through this failure to mourn.
This artistic sublimination of a societal impasse into a symptomatic writing practice provides the way to 
a reappraisal of the long and enigmatic link between melancholia and creativity. The socially diminishing 
of mourning rituals in modernity is interlaced with a corresponding modernists’ hunt for alternative forms 
of mourning. By inscribing the fissures, the modernists seek to innovate and narrate an alternate tradition. 
The historiographic fiction of modernism dismantles and questions two modes of narration of the previous 
century, the writing of literature in realists’ ways and the writing of history and national traditions. It is in 
this avoiding national loyalties and creating new histories one can find modernists’ dynamics of affective 
mapping.
The work provides readers with a skill of melancholic reading̶ a mode of reading by which readers 
can be productive through reading the incompleteness in the text. Unfinished, (later) revised, and irretriev-
ably fragmented, with the work’s narrative leaving its protagonist on the verge of misunderstanding. Its 
readers, like Dick, are left estranged, never arriving at their destination. They are ever cured of the anxieties 
and conundrums that have baffled their every performance of interpretation. Living in the present with trau-
matized past, Fitzgerald demarcates a world without future relief that the reader must nevertheless engage 
with. This indefinite lingering in a liminal amorphous, and androgynous space also dangles the readers in 
the act of “dying.” This erodes distinctions and boundaries, leaving them “not dead,” but caught “between 
two deaths” in the Lacanian sense of being between death and its symbolic mediation. It refers to the state 
between the first, “actual” death of the subject, and the later “symbolic” death. Lacan links this space with 
an unconditional and insistent demand, like that addressed to Hamlet from the apparition of Hamlet's father 
claiming that he be revenged42. As Žižek puts it, “the fantasy of a person who does not want to stay dead 
but returns again and again to pose a threat to the living,” threating any subjects as a fissure and a fragment 
(Looking 22). As liminal, these creatures subvert, repudiate, and deconstruct the restrictions of imposed 
identity, undermining the division and rigid structuring that characterizes the realm of Symbolic, those 
between the self and objects, between the internal and the external world, between the ego and objects. It 
is the rigidity that characterizes the realm of symbolic authority, creating a realm defined by the “erasure 
of the Symbolic network that defines the subject’s identity,” a dissolution of “all the links that anchor the 
subject in its symbolic substance” (Fragile, 30). Thus, Tender depicts the complex relationship between 
modernism countermourning and (peripheral) history, while it actively reengages itself with the crucial 
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tissues in the historical record. Tender includes in itself the obscure historical residues of the Civil War, 
unspoken relationship between the authoritative ideologies and Americanness, and invisible presences dis-
avowed by official history. This is rooted in the recognition that such unfulfilled chronicles are permanently 
irretrievable, claiming that these obscure figures and silenced voices are not just central to the dramatic 
performance. This melancholic strategy of suspension influences the moods and genre boundaries that the 
novel unsettles. This novel enables the reader to entry with privilege into the “case” of a clinical border 
violation in such a way that no scientific paper could authorize. In this paper’s reading, Fitzgerald’s Tender 
is an extremely unstable and self-eroding investigation of the incest taboo and of the protagonists’ psychol-
ogy that can result in its collapse in the clinical situation. The unsettling of genre boundaries is a strategy 
that blurs and reshapes anew the reader’s role. Where Bahun sees in Woolf’s Between the Acts, one can 
argue that Tender impels the modernist audience to play an active role and become melancholic readers.
Conclusion
In his article “The Truth Arises from Misrecognition,” Slavoj Žižek explicates the dialectic of the 
symptom, depicting it as a “return to the future,” which aptly corresponds to the psychic process revealed 
through such theories as “historical materialism,” “affective mapping,” and “countermourning.” The 
following excerpt is, despite its length, worthy of mentioning since it aptly summarizes the fundamental 
presuppositions around which Fitzgerald demonstrates Dick Diver’s failed attempts to reconstruct his own 
identity through rewriting history.
Thus, ‘things which mean nothing all of a sudden signify something, but in a quite different domain’. 
What is a ‘journey into the future’ if not this ‘overtaking’ by means of which we suppose in advance 
the presence in the other of a certain knowledge̶ knowledge about the meaning of our symptoms̶
what is it . . . if not the transference itself? This knowledge is an illusion . . . it is constituted after-
wards, through . . . the subject’s signifier’s working; but it is at the same time a necessary illusion, 
because we can paradoxically elaborate this knowledge only by means of the illusion that the other 
already possesses it and that we are only discovering it . . . in the symptom, the repressed content is 
returning from the future and not from the past, then the transference̶ the actualization of the reality 
of the unconscious̶ must transpose us into the future, not into the past. And what is the ‘journey 
into the past’ if not this retroactive working-through, elaboration, of the signifier itself?̶ a kind of 
hallucinatory mise-en-scene of the fact that in the field of the signifier and only in this field, we can 
change, we can bring about the past? The past exists as it . . . enters (into) the synchronous net of the 
signifier̶ that is, as it is symbolized in the texture of the historical memory̶ and that is why we 
are all the time ‘rewriting history', retroactively giving the elements their symbolic weight by includ-
ing them in new textures . . . (Žižek, Sublime, 56).
In Tender, the narrator repeatedly relates an extreme case of failed transference to which Dick as a psychia-
trist was a witness. This repeated doctor-patient seemingly insignificant episode defines the part which the 
transference relationship will paly in the text. Tender itself from the outset functions as a text that keeps us 
updated with the problematic of psychoanalysis as a producer of truth. The sequentially forcible attempts 
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to produce a truth by means of therapeutic experience culminate in duplications of the transferential failure 
recounted to us in the text. By showing his consecutive failure, the text seems to be telling us that there 
is no “successful” analysis, while recurrently getting the reader exposed to it. As Žižek contends, if the 
transference relationship is at once an illusory relation and a necessary illusion since it is through this pro-
cess that one accesses the discovery of the truth, it is in this conflict that Tender should be interpreted. The 
recount of Dick’s failed analytic experiences attempts to highlight the illusory aspect of the transference. 
Besides, as Nicole finally apprehends the meaning of her own symptoms, the narrator affectively displaces 
it from the analytical relationship by Dick and Nicole into a demand upon the reader by the text. This 
becomes possible only by means of writing (countermourning) of the melancholic traces which comprise 
the textual mechanisms of Tender43.
What is revealed through these kinds of theoretical frameworks such as “countermourning” and “affec-
tive mapping” is Tender’s complex relationship between melancholy and history and how it obscures 
and foregrounds unspoken stories and invisible presences disavowed by “official” history in the strategic 
misrecognition that such failed chronicles are permanently irretrievable. Retrieving the silenced voices of 
these neglected figures is not just central to the “melancholic strategy” of countermourning (167). There 
are symptoms of attempts in Tender to resolve historical contradictions in American national history. By 
locating the textual scene in Europe, Fitzgerald transmutes American trauma of slavery into the external-
ized place, rather than an internalized inheritance by invoking the American coloniality at the outset of her 
history. By nationalizing Dick Diver (who symbolizes the United States in Tender) against other characters 
(European nationals and minorities in the U. S.), Fitzgerald rearticulates and reconfigures “affective map-
ping” enacted in the text also affects the moods of the reader and unsettles and reshapes anew the reader’s 
role, asking the modernist audience to adopt an active role, and become melancholic readers.
Though Fitzgerald appears disengaged and isolated from the world, he dramatizes the affective experi-
ences of modernity through the representations of Dick and Nicole Warren. Instead of eschewing all histor-
ical references, Fitzgerald’s writing assumes the form of a “weighed down historical depression” (Bahun 
116), which never elaborates on the actual loss that instantiates its melancholic behaviors like all melan-
cholic narratives. Yet as writing social and historical despair entails engagement, Fitzgerald transforms his 
scrutiny of the affective inner experience of isolation, depression, and estrangement into collective and 
readable one. This affective scrutiny lies at the center of this study and its reframing of notions of historical 
engagement. This strategy avoids the subjugation of the past to the present. As Benjamin defines “a ‘true 
historian’ should articulate history through the discursive appropriation of an involuntary memory as it 
“flashes up” to the present and onward into the future “in a moment of danger” (“Concept,” 391), “true his-
torian should articulate history through the discursive appropriation of an involuntary memory as it “flashes 
up” to the present and onward into the future in a moment of danger.”44
What Benjamin’s and Fitzgerald’s philosophies of history share is the concern with the philosophy of 
history and historiography of the time, presentism, one that conjoins American and Anglophone historical 
pasts into spaces. In presentism, the idea that one can access the past objectively from the viewpoint of 
the present is discarded. Instead, its recognition is that “only through/from the present that we understand 
the past, and, as such, the past has to interrelate with the present.” For both Benjamin and Fitzgerald, this 
awareness is crucial, for it enables them to reconsider the relationship between “different time planes in 
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non-linear terms” (such as an issue of slavery in the early twentieth century). Benjamin’s and Fitzgerald’s 
shared view of traditional historiography is, therefore, predicated upon the following two critical schemes. 
First, the need to challenge the validity of the inherited historical record. There should be more and more 
various histories than we have held. Secondly, the recognition that “the attempt to represent the past events 
as they ‘really happened’ as well as the process of empathy by which traditional historiography lays its 
claims to truth” entails essentially hegemonic practices. Hence, these two critiques against traditional 
historiography can provide next two ultimate questions as to writing of new history. “Who/what should be 
the subject of historical knowledge? How should that knowledge be rendered?”45 To avoid the hegemony 
of the calcified historical record and recover the silenced and hidden histories, Fitzgerald inscribed the 
melancholic protagonists who engage with the past in such a way that s/he almost always performs the 
“dynamic triangulation of the past with the present and the future” through the representations of shortcuts, 
interruptions, and (unintentional) disruptions of temporal logic46. Tender is a keen novel where the anxiety 
of writing history is discursively and performatively articulated and enacted. By applying these insights by 
Flatley (affective mapping) and Bahun (countermourning) to modernist cultural productions, “Trauma of 
American Empire” investigates the way Fitzgerald’s Tender presents its own mode of hetero-temporalities 
(historical materialism) as a universe of negativity to the linear temporality of American liberal empire. 
Put differently, rather than offering an aestheticized work incorporated into the national body, Tender 
which I have explored posits heterogeneous symptomatic sites where the remainders and reminders of 
U.S. (internal/external) imperial trauma testify to their own seething presence and demand their own mode 
of representation. From this perspective, Tender’s hetero-temporal space is not a static setting in which 
spatio-temporal homogeneity unfolds, but rather renders itself a spatial incarnation of heterogeneous 
time untranslatable to and incommensurable with imperialist epistemology. It is a spatial manifestation of 
traumatic temporality̶ the absolute collapse of linear sequences from the past to the future and, indeed, 
a haunted time of the return of the repressed. What is rearticulated through the melancholic reading of the 
textual hetero-temporal space is the recognition shared by Dick and the reader that America itself is a cos-
mopolitan country with different untranslated and incommensurable voices resounding. In “postcolonial” 
America, it is homogeneity rather than diversity that governs the country.
[Notes]
 1 This work is supported by JSPS KAKENHI Grant-in-Aid for Young Scientists (B) [15K16704].
  The first section constitutes the theoretical part of the entire research. As for the main part of the research, I would 
like to publish it as right after this paper.
 2 See Boker for example.
 3 Peat, 102−3.
 4 Ibid, 123.
 5 Bahun, 136
 6 Ibid, 112.
 7 Ibid.
 8 Ibid, 111.
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 9 Jameson, 10. See also Massumi, Parable, 27.
 10 Brian Massumi, “The Autonomy of Affect,” 83−109.
 11 Frost, 6.
 12 Massumi, Parable 30.
 13 Morgan, xiii-xiv.
 14 Ibid, 91. Morgan emphasizes that the melancholic seek remedy in this space, and yet, critics such as Bahun do not 
see modernists seeking “remedy.” This study rather emphasizes how this kind of melancholic views toward the 
past can become as fruitful medium as the modernist “coutermourning” mode of psych.
 15 Brian Massumi, 1. I also referred to Julie Taylor, 2.
 16 Freud, MM 245.
 17 Ibid, 321.
 18 Ibid, 245.
 19 Eng, 3.
 20 Ibid.
 21 Freud, MM 243.
 22 Ibid, 244
 23 Ibid, 247
 24 See, for example, Paul Petrovic.
 25 As to the importance of melancholy for Banjamin’s philosophy, see Max Pensky, Melancholy Dialectics.
 26 Walter Benjamin, “Theses on the Philosophy of History,” 255.
 27 Eng, 12.
 28 Tomplins, 221. Also quoted by Flatley, 32.
 29 “Theses on the Philosophy of History,” 262.
 30 Eng, David L., and Shinhee Han 343−67.
 31 Flatley, 65.
 32 Ibid.
 33 Eng, 13.
 34 Flatley, 65.
 35 Butler, “After Loss, What Then?” 479.
 36 Flatley also points this out, 3.
 37 See also Technology, literature, and digital culture in Latin America, 162.
 38 Also quoted by Flatley, 78.
 39 Bahun, 4.
 40 Bahun, 5.
 41 See Michael K. Glenday’s “American Riviera” for example.
 42 In pop culture, this space and position is often taken by the living dead such as ghosts, zombies, and vampires etc.
 43 For this analysis, I referred to Liria Evangelista.
 44 Bahun, “Burden,” 107.
 45 Ibid, 105. In the original discussion, Bahun is discussing the point by scrutinizing the relationship between 
Benjamin and Woolf, but this argument is more suitable for one between Benjamin and Fitzgerald.
 46 Bahun, “Burden,” 109.
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